While Lennon and McCartney's class 
4
Lennon's songwriting invokes backgrounds of austerity, maintaining significant, if not renewed, resonance in the present era.
'Where you once belonged'

Historicizing Lennon and McCartney's social and cultural roots
From aged five in 1946, Lennon was raised by his Aunt Mary ('Mimi') Smith at Mendips: a spacious, semi-detached house in Woolton, a south Liverpool suburb. The household income was precarious, especially after Mimi's husband George Smith (a dairyman) died aged 52 in 1955. Even before this, rooms in the house were rented to up to three student lodgers at a time. Lennon McCartney's mother, Mary, was a ward sister before Paul's birth (1942) , later becoming a health-visitor, then midwife. Although these professions were seldom associated with working-class identity, but the McCartneys were never firmly middle-class, marks of which were privately-owned property and the household's ability to manage on the husband's income alone (Gunn & Bell 2002) . Mary earned more than her husband, Jim McCartney: a (Miles 1997: 43) . After Mary's death in 1956 when Paul was fourteen, Jim supported his two sons and himself on just £8 per week and worked in fear of redundancy (Lewisohn 2013: 99) . Paul
McCartney's class origins were complex but his descriptions of his parents foreground their most working-class occupations, naming his mother a nurse (Miles 1997: 6) and father a fireman (Odell 2008) . 1 Norman places Mendips as the defining motif of Lennon's social formation (2008 Ch.2-3) and describes the house in a Daily Mail article, 'The Bourgeois Beatle ' (2003) . Yet, Mendips also symbolizes Lennon's uprooting from far less privileged circumstances. He was moved there to live with his Aunt Mimi after Social Services ruled the rented one-bed flat where he lived with his mother Julia (a waitress) and her lover to be inadequate for a child (Baird 2007: 34 ). Lennon's first home, with Julia, had been her father's rented two-bedroom terraced house. Lennon's father, Freddie, a ship-steward, was often absent without leave, providing the household no income; he and Julia separated when John was two. From aged five, John remained with neither parent, but with Mimi. As Sullivan asserts, Lennon's upbringing involved a psychologically complex 'class cleavage'; Julia, who died when Lennon was seventeen, 'never really rose above the working class, while Mimi's class ideals were those of the bourgeoisie' (Sullivan 1995: 61) . Since uprooting into middle-class aspiration was synonymous with Lennon's traumatic separation from his relatively workingclass parents, it is unsurprising that his work was often bitterly hostile to notions of bourgeois 6 identity. Mimi viewed McCartney, Lennon's chosen musical partner, as 'common' (Baird 2007: 121) ; McCartney, conversely, recalls: 'John's family was quite middle-class and that was a lot of his appeal to me' (Howlett 2000) .
A most ambiguous aspect of Lennon and McCartney's class identities is their grammar-school (and further) education. Lennon attended Art College but failed key components, leaving (as he had grammar school) without qualifications. McCartney gained five O-levels and one A-level (English). In 1964, Marxist scholar Terry Eagleton argued with tacit concern that Lennon and McCartney's educational backgrounds indicated a shift of popular music away from working-class culture (Eagleton 1964: 176-7 ; see also Harker, 1980: 213) . Yet, their pursuit of popular music significantly represented rejection of their education. Although, as both teenagers experienced serious family traumas, it would be drastic to suppose music the primary cause of Lennon' Lennon and McCartney's cavalier conclusions to their education suggest little fear of future poverty; indeed, the consistent self-belief with which they pursued music as a profession suggests a degree of confidence enhanced by grammar-school education. Yet, their choice of popular music as a career is riddled with class contradictions. Surviving as musicians as of summer 1960 (when they ceased receiving state support as students) placed them closer to the working classes both in wages and social circles. Nevertheless, biographies continue to gaze primarily towards established (if not middle-class) cultural reference points, focusing largely on The Beatles' bohemian affiliations. For instance, Norman (2008: 185-6) 7 and Lewisohn (2013: 658-60) (Roberts, 2001) . These details are significant because although key writers including MacDonald (1994) and Lewisohn (2013) repeatedly discuss the vital influence of American R & B on The Beatles, its wider importance within Liverpool's own black music scenes, and how Lennon and McCartney related to these, remains largely unacknowledged in the dominant narratives, despite being outlined in numerous oral histories from below (Murray, 1996; Henry, 1998 we were trying to find the next beat-the next new sound. New Musical Express […] was talking about calypso, and how [L]atin rock was going to be the next big thing (Garbarini 1985: 56 (Lewisohn 2013: 326, 797-8) .
The significance of Vinnie Tow and Lord Woodbine has not have received nearly as much attention as that of Chuck Berry or Little Richard in accounts of The Beatles' formative 9 musical stages. Even so, the substantial oral histories on black music in Liverpool and The Beatles, first initiated by Murray (1996) and Henry (1998) 1967: 33) . This discussion seeks to demonstrate that although there is artistic and biographical value in The Beatles' most overtly confessional songs, seemingly more routine 10 experience also constitutes autobiography. This can be especially rich to discuss as cultural historical.
MacDonald ( 1994: 126) reinforces the tendency to cite Lennon's first major autobiographical lyric as 'I'm A Loser' (Beatles 1964b) . However, this complies with
Lennon's post-Beatles inclination to emphasize only his melancholy lyrics as autobiographical (Wenner 2000: 9) . An earlier lyric, corresponding more directly with
Lennon's life, public and private, is 'A Hard Day's Night' (Beatles 1964a Lennon's 1964 lifestyle because the near-conflicting themes of home and love against work and money carried then (as now) a broader relevance to working-class life.
Although McCartney was more musically-adept than Lennon, his lyrics pre-1966 were confined to variations on a standard pop theme, love. Aptly, his first more complex lyric dealt with writing itself -and aspiration. Beneath the lyrical mask of a fictitious novelist,
McCartney's 'Paperback Writer' (Beatles 1966a ) is both pushy and pleading in expressing commercial ambition. Self-belief here depends on approval, and compromise is offered ('I can change it round'). It is as if, composing the disjointed 'Paperback Writer' -a lyric, written as a letter, describing a book -McCartney discovers his songwriting priorities.
Prefiguring his subsequent evocations of marginalized lives, the aspiring writer is the son of 'a dirty man'. But the song also suggests something of McCartney's past, in an ambitious yet impoverished family, and the linking of creativity with both economic and expressive urgency: 'I need a job, and I wanna be a paperback writer'.
McCartney remarked in 1997 that his parents 'aspired for us, very much', and aspiration during his years as a Beatle underscores his comments throughout Miles' (1997 Vitally to The Beatles' artistic legacy, McCartney's 'self-improvement' corresponded with a will to bring mass audiences into new cultural territory. He told another interviewer in 1966:
'We can make a bridge […] between us and Indian music, or us and electronic music, and we can take people with us' (Reck 1985: 103) . However, essential to the inclusiveness of The
Beatles' ventures into new cultural areas was the gradualness with which these were introduced. Another key primary source -a genuine Lennon-McCartney collaborationrecords cynicism alongside fascination before more elite cultural settings.
Lennon evasively commented that 'Norwegian Wood (This Bird Has Flown)' (Beatles 1965a) referred to 'an affair I was having' (Sheff, 1981: 178) . He did not reveal the other's identity, enabling the lyric's mythologizing. Norman suggests that the woman who inspired the song was Lennon's friend Sonny Freeman (Norman 2008: 418) . It has been overlooked that 'Norwegian Wood' relates most consistently to Joan Baez's description of an awkward, ultimately abstinent night she spent with Lennon in August 1964 (Loder 1983: 20) . 3 Lennon started the composition that month (Everett 2001: 313) ; it was completed a year later. The biographical intrigue spun by Lennon around this song has distracted from
McCartney's co-authorship, which Lennon previously indicated (Wenner 1971: 85) .
McCartney claims the middle-eights and other lyrical contributions (Miles 1997: 270-71) ; the focus on physical detail ('rug'; 'wine') is most typical of McCartney; similar imagery recurs throughout his reminisces of 'avant-garde London' (Miles 1997: Ch. 6 ). McCartney suggested the 'good Norwegian wood' furniture, inspired by the London house where he lodged with his actress girlfriend Jane Asher and her affluent family (Miles 1997: 270 (Beatles 1966b ) wholly dispensed with standard pop instrumentation, using a string octet.
It is significant that McCartney retrospectively claims 'the idea to set the place on fire' in 'Norwegian Wood' (Miles 1997: 271 Lennon's 'Tomorrow Never Knows' (1966) , 'Strawberry Fields Forever' (1967) and 'A Day in the Life ' (1967) . It is therefore unsurprising that Lennon is still journalistically viewed as the risk-taking 'clever' Beatle and McCartney, the crowd-pleasing 'cute' one (Gilbert 2013: 73) . This distinction also implies a class characterization, between cultural innovation and mainstream entertainment. Part of its legacy is that, as typified by Wiener (1984) and Elliott (1999), Lennon's reputation retains greater academic currency than
McCartney's.
Although plentiful attention has been given to The Beatles' innovations in fusing popular music with far less mainstream Western traditions (Reck, 1985; MacDonald, 1994), 14 what receives less recognition is how The Beatles' key innovations were adopted into their own, predominantly working-class cultural language. In the McCartney-led 'Penny Lane' (Beatles 1967a McCartney's contrastingly quick-fire 'day in the life' also suggests his Liverpool upbringing and less comfortable, more subordinated circumstances. Increasing from 77bpm in Lennon's sections to a more urgent 82bpm, insistent E-major piano chords invoke monotonous, externally-imposed routine. McCartney's focus, contrasting with Lennon's national imaginings, remains on immediate, physical detail ('bed'; 'comb'; 'cup'). Although
McCartney commented that the lyric recalls his schooldays, the adult vocal suggests 'a modern everyman' (Riley, 1988: 227) . The ambiguity between adolescence and adulthood marks the singer's subordination. went and kicked all that in the face with 'Revolution'. (Hoyland, 1969) .
'For this moment to be free'
Class, 'race', and Lennon and McCartney's 1968-69 songs
By spring 1968, The Beatles' mass commercial success and critical popularity ostensibly made them a potential force in uniting workers with students. Yet, in late May, they recorded their seemingly most conservative song, Lennon's 'Revolution' (Beatles 1968a ). Wiener, the most defensive radical scholar of Lennon's work, peruses the Left-wing before conceding the lyric's 'failure of intellect and imagination' in implying that 'the most important feature of the May events was the violence of the students' (Wiener 1984: 59) . Black Dwarf called the song 'establishment propaganda' (Muldoon 1968: 8) ; New Left Review deemed it a 'petty bourgeois cry of fear' (Merton 1970: 93) . 
Stratton (2013) analyses this song as a positive diasporic narrative in response to
Powellism, which has become part of British heritage. In one of the first academic considerations of Woodbine's significance to The Beatles' music, Stratton outlines calypso influences in 'Ob-la-di, Ob-la-da', particularly its storytelling narrative (Stratton 2013: 12) .
Although Woodbine's lyrical relationship to 'Ob-la-di, Ob-la-da' can only be speculated, his musical influence is audible in Lennon's piano flourishes at 2'32 -2'38, imitating steelpans.
Asked by Mojo in 2008 about 'Ob-la-di, Ob-la-da' as a response to Powellism, McCartney acknowledged that the political situation was 'in the background' but spoke more of Liverpool's influence and how The Beatles had been 'very friendly with a lot of black guys', including Lord Woodbine; 'they were just our mates we hung out with' (Snow 2008: 58) .
'Ob-la-di, ob-la-da' was a catchphrase of McCartney's friend Jimmy Scott, a
London-based Nigerian musician. Although it is often stated that the title is Yoruba, its linguistic origins appear uncertain (Stratton 2013: 16) Back' outtakes but concluded that these were mocking, not expressing, racism, quoting lines including: 'All the folks around don't dig not Pakistanis, taking other people's jobs ' (Daily Mirror 1995) . McCartney emphasizes that these lyrics were anti-racist (Miles 1997: 535) , but for critics wishing to characterize The Beatles' as Right-wing, 'Get Back' is a core text.
Heilbronner (2008) MacDonald, likening it to works by Stockhausen and Cage, asserts that while these 'remained 22 the preserve of the modernist intelligentsia', 'Revolution #9' was 'packaged for a mainstream audience which had never heard of its progenitors' (MacDonald, 1994: 230 (Solt 1988) . Within weeks of this peace anthem's release, its chorus was being sung on anti-war demonstrations.
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The obverse of its transferability is its vagueness but Lennon's 1969 'peace' rhetoric began his trajectory towards political campaigns that were both more radical and more specific, with increasing focus on the working classes themselves.
As Wiener (1984) (1980) -a reflection on his Liverpool youth -steelpans.
As Norman (2008: 29) demonstrates, it is easy to mock Lennon's 'Working Class
Hero' (Lennon 1970) , given his suburban upbringing. Yet the lyric itself implies Lennon's detachment from the working-classes, despite his expressed identification with this group (Wenner 1971: 93) . 'Working Class Hero', unlike most of Lennon's confessional songs, is narrated in the second person. However, this is not simple autobiography, but a protest song;
and in Lennon's protest songs, the crucial figure is not the singer but 'you'. The arrangement flatters this, featuring Lennon alone on acoustic guitar. In a musical gesture akin to the lyrical directness of 'Give Peace A Chance', the song revolves around just two chords, easing its adoption by others.
The orthodox response to Lennon's 'Imagine' (Lennon 1971 
